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Emerging as a reaction to the culture-destroying orientations of the 1960’s (see Cage’s case) 
and later regarded, by its declared adepts, as a Romanian version of postmodernism, the archetypal 
orientation arrived at a coherent theorization in the 1980’s, in the writings of Corneliu Dan 


Georgescu, Octav Nemescu and Corneliu Cezar. 


On a purely compositional level, however, its characteristics have been outlined by several 
illustrious composers, not always eager to verbalize their views. To this latter group belong the two 
composers that we are now bringing to your attention: Miriam Marbe and Tiberiu Olah. By 
listening to their music, researching their scores and recalling their parsimonious confessions 
regarding their works, a sonorous universe is uncovered that remolds, both aesthetically and 
stylistically, ancestral sources. 

Thus, as a reaction to the very serious and abstract music of the 1950’s, the time of her 
debut, Marbe was, from her very first works, drawn by the thought of the connection between the 
expression through voice and the origin of music. In a radio dialogue broadcasted in the late 1980’s, 
she made the following confession on this subject: voice “seems to me to belong to those elements 
of the beginning of the world through which music was born. Voice is an eternal means of 
expression, from all times“’. 

Arghezi's poems played a major role in the shaping of her style. (Back to her confessions 
again) ,,...1 first heard Maestro Jora's Cântec din fluier, with Maestro Jora himself and Lisette 


Georgescu. I liked it and was impressed by it, so I grew very interested in this possibility of 
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combining the word with the music, other than the music of the traditional lieder, which offered me 
stylistic perspectives abounding in musical parameters. Aside from the sonorous image and the 
merging of the poetic formula with music, that lieder also helped me in my quests, offering me 
various answers, beyond the realm of the voice or that of the piano.“ 

In this sense, his works, even those so rigorously structured like the Sonata for Clarinet Solo 
or the Sonata for Two Violas, are predominantly incantatory. When listened to, the music creates a 
feeling of improvisational freedom, of a creative contribution brought sur place. In fact, the Sonata 
for Clarinet Solo is entitled Incantatio and is characterized by a rather sober structure and a generous 
freedom of expression. As to the genesis of the latter score, the Sonata for Two Violas, governed by 
the need to return to a universal state of order, the author asserted: back then “I was concerned with 
modal structures and with the problem of certain rhythmic series, but also with what nowadays could 
be called a polyphonic attitude. In other words, with the development of music on different levels, 
with different temporal flows. Although I was a good student in polyphony and later a teacher of 
counterpoint, teaching, as was the habit in those times, even second species counterpoint a.s.o., 
polyphony was to me something else, namely the art of creating a dynamic structure based on the 
unequal interventions of voices. I used to regard voices as individualities, as personalities engaging 
in the musical discourse as in dramaturgy, with intentions, interruptions, demands, disappearances 
and attempts to work together. This is what I was looking for in my music, not only as a way of 
finding a new form when I could no longer rely on other classical ones (that is, of finding a form in 
the past that would suit my purposes), but especially for the creative attitude of the performers”.* 

The second part of the Sonata, entitled Cântec, is especially relevant for the archetypal 
aspect here in question. And indeed, when heard and followed, the melody of the viola leaves the 
impression of a long song, much akin to the folk expression, with vast sonorous and inner soul 
spaces. When investigated more closely, the score reveals two non-retrogradable structures, which, 
according to Messiaen, are rhythmic values arranged symmetrically, in two blocks. Moreover, this 
2nd part is a fugue with an atypically conceived theme, a slow tempo and a heterophonic texture. In 
its further progress, the intervention of the second voice is what in classical terms is called a 
‘response’. This response, however, appears inverted, recurrent and with diminished values, to a 
point beyond recognition; it sounds like a sort of hum, like a murmur following the first theme, even 
in a slight stretto. Here is an illustrative example of rigor combined with the semblance of non-vigor 
and especially with the feeling of freedom, of a recitative-like passage. 

Brilliantly exploited by the archetypal orientation, the technique of constructing a melody 
from cells — combinatory variants of a small number of sounds — can also be found even as early 

' Laura Manolache, Şase portrete de compozitori romani (Six Portraits of Romanian Composers), Editura Muzicală, 
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as in the 1950’s, in the generous creation of Tiberiu Olah. We are referring here to the 4 notes and 
their transpositions in part 2 of the Cantata for two flutes, strings and percussion on old Tschang6é 
themes, written in 1956. The Cantata is conceived as a symphonic development triggered and 
expanded on the ideas of the accompanying text. 

A similar expression of the „ideal of simplicity”, of the essential “extracted from a millenary 
tradition of folk art“ is the first piece of the ,,Brancusi” cycle, the famous Endless Column (1962), 
about which Olah himself said: „I started from a modal nucleus consisting of 3 sounds, which may 
be regarded as springing from a motif still used by the bucium blowers from the Apuseni Mountains, 
or from certain intonations used in children’s songs, like the «gda/dua». It is on this single melodic 
idea that the structure of the score is based. 

To the asymmetrical and steady play of the rhomboidal contractions and dilations, creating 
such a unique effect in spatial art, the musical composition opposes the asymmetrical alternation of 
various sonorous densities and, at the same time, the display of two different emotional qualities, in 
which static expression groups are alternated with dynamic expression ones. My intention was to 
convey the overwhelming emotions one may experience when looking closely at Brancusi’s 
Column. 

Towards the end of the piece, at the moment of climax, the idea of a continuous growth is 
achieved, meant to stir the emotion of the listener and to suggest a vertical spring.” 

It is from the same perspective of the maximum economy used in musical language 
generation — a mark of the archetypal orientation — that we have chosen to approach Marbe’s Ritual 
pentru setea pământului (Ritual for the Thirst of the Earth). The free developments of the quasi- 
improvisatory discourse, together with the rigorous, robust and rhythmical one, are molded 
according to certain frequently used techniques in folk practice. 

As to the genesis of the piece, the author recalled: „at some point, the questioning of the 
importance of the system left me in a dilemma. I was seeking to create an art that would express the 
absolute, and I was numbed by the fact that this absolute would, however, have to be expressed 
through human means, depending on the time required to create it, on a certain style, on a human 
thought, or on a thought reminding of a certain period. But I was utterly wrong. That is exactly 
where the beauty of it all resides, in that we, the ephemeral, dwelling on ephemeral styles, wish — at 
a certain moment — to thereby pay homage to the absolute (for it is beyond us to express it). But 
since back then I was unable to realize this, I was scared and searching for means that seemed more 
and more abstract and more and more pure. Therefore, to free myself from the chains of the relations 


between sounds, pitches or rhythms, I lent myself to the word, - the word as musical brick”.” 


! Idem, p. 133-134. 
? Idem, p. 106. 
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There is no actual singing in this Ritual, nor are there (with a few exceptions) any staffs in 
the score, their place being taken by musical-sonorous structures created by word clustering. Their 
sonorities are murmured, cried out, half-sung, on different pitches and, of course, based on a logical 
construction pertaining rather to the dramaturgy of the idea of the piece than to a pre-determined 
musical structure. This architecture is consistent with what the composer used to regard as the 
„eternal architecture of music”’, i.e. the arch architecture. 

Viewed retrospectively, the works herein commented upon, selected from the creations of 
Tiberiu Olah and Miriam Marbe, have brought, in our opinion, both aesthetically, in terms of the 
generative poetic idea, and stylistically, in terms of the compositional technique of sonorous 
discourse elaboration, outstanding contributions to the acknowledgement of the archetypal 


orientation as a Romanian version of postmodernism. 


! Idem, p. 107 
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